fascination with such initiatory journeys to our planet's "outer limits," Butor argued, because of the richly transcendental nature of these locations. In fact, the majority of Verne's most memorable novels are constructed around "quest" motifs of this sort, a narrative trait whose importance has frequently been discussed by Vernian scholars in the past few decades.
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For over 140 years, Jules Verne has always had the reputation of "pushing the envelope" and venturing beyond the limits of the ordinary. For generations of readers, the many novels of his Voyages extraordinaires offered exciting armchair voyages to the far ends of the Earth, to the bottom of the sea, to the Moon, and beyond. Similar to those utopian high-tech vehicles 2 which frequently carry his heroes to their destination, Verne's stories themselves functioned as textual "dream machines." Reading them was to travel to the frontiers of the known, where one might encounter a giant prehistoric man herding mastodons (Voyage au centre de la Terre, 1864) , or the legendary ruins of Atlantis (Vingt mille lieues sous les mers, 1870), or warring tribes of cannibals in deepest Africa (Cinq semaines en ballon, 1863). Significantly, the full title of Verne's series was Voyages extraordinaires dans les mondes connus et inconnus-a title that purposefully emphasized the borderline between the familiar and the new, between the already-explored and the yet-to-be-discovered.
Although less acknowledged, Verne's texts also represented another kind of extraordinary journey: they tested the limits of orthodox literary convention in late-nineteenth century France. By intentionally mixing science with literature, Verne was breaking all the rules. In an era where L'Art pour l'art continued to be the reigning aesthetic, and a work's "literariness" was in part defined by its disdain ________________ gold-crashing back to Earth (which Hetzel deemed lacking in credibility, so Verne refashioned it into a banal "it was all perhaps just a dream"-type ending For example, despite their valorization of Progress and change, the novels of Verne's Voyages extraordinaires never remain open-ended-they invariably take the form of a circle. 14 The Vernian text, like Ulysses, must always return to its original point of departure-geographically, ideologically, and mimetically. Closure is paramount. Lost family members are reunited, heritages are retrieved, wrongs are righted, newly-matured youngsters get married, and intrepid heroes reap the fruits of their labors. Further, at the conclusion of Verne's narratives, whatever constituted their innovative novum-e.g., the Nautilus, the Albatross, the Iron Giant, Standard Island, even Lincoln
Island-nearly always disappears, and the pre-narrative status quo is reestablished. Darko Suvin once commented that most of Verne's novels "can be compared to a pool after a stone has been thrown into it: there is a ripple of excitement on the surface, the waves go to the periphery and back to their point of origin, and everything settles down as it was." 14 And Roland Barthes once perceptively described Verne's oeuvre as "une exploration de la clôture."
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Another ideological "limit" is Verne's (or, no doubt, Hetzel's) rigid sense of decorum. Any overt human sexuality is banned from the pages of these novels, along with any vulgarity or references which might be of God, the former works often appear to be less religiously restrictive in some ways than the latter works. In the earlier texts, especially during moments of discouragement, Verne's explorers repeatedly wonder if they are infringing on the perogatives of the Almighty. But their fears are generally shown to be unfounded, and they then go on to complete their quest. Consider, for example, Samuel Fergusson of Cinq semaines en ballon who, when stranded in the Sahara Desert without water, begins to have second thoughts about the wisdom of his pan-African balloon expedition:
La responsabilité qui pesait sur lui l'affectait beaucoup, bien qu'il n'en laissât rien paraître. [...] Avait-il bien agi? N'était-ce pas tenter le voies défendues? N'essayait-il pas dans ce voyage de franchir les limites de l'impossible? Dieu n'avait-il pas réservé à des siècles plus reculés la connaissance de ce continent ingrat?
(p. 207).
Of course, he and his intrepid companions ultimately survive this ordeal-courtesy of a deus ex machina windstorm that subsequently sweeps them across the desert and drops them near an water-filled oasis. Appropriately grateful, "les trois voyageurs remercièrent du fond du coeur la Providence qui les avait si miraculeusement sauvés" (p. 232).
Fergusson's brief moment of doubt served to build suspense, to underscore the mythic magnitude of their quest, and to add a measure of religious humility (un-hubris) to the hero's character. And, almost on cue, God stepped in to rescue their expedition.
Such is the pattern in most of Verne's pre-1886 novels: Providence, far from jealously guarding its secrets, almost always comes to the aid of the Vernian explorer during moments of crisis, allowing them to continue their explorations. As Captain Hatteras explains to Dr. Clawbonny: "il y a une logique à tout ici-bas, et rien se s'y est fait sans des motifs que Dieu permet quelquefois aux savants de découvrir; ainsi, docteur, usez de la permission" (p.106). And, a bit later in the novel, Dr. Clawbonny reassures the members of the crew, saying: "Laissons faire la Providence, mes amis; jouons de notre mieux notre rôle, et puisque le dénouement appartient à l'auteur de toutes choses, ayons confiance dans son talent; il saura bien nous tirer d'affaire" (p. 327). This implicit optimism and trust in Providence, however, does not exempt the heroes from doing all that is humanly possible to attain their goals.
In fact, the axiom of "God helps those who help themselves" seems a omnipresent moral complement to religious faith. As Paganel replied to Lady Helena when she shouted "Mes amis, Dieu vous aide!" as they departed on their journey: "Et il nous aidera, madame [...] car je vous prie de le croire, nous nous aiderons nous-mêmes!" (p. 100).
But the message is nevertheless clear: the Almighty favours Science. (p.197-198) , or the zartog Sofr-Ai-Sr's discovery of the planetary cataclysms that repeatedly wipe out human civilization just before "sa victoire définitive sur la nature" (p. 234) in the posthumous short story "L'éternel Adam" in Hier et demain (1910) .
In this regard, the conclusions to two Verne novels, his 1889 Finally, what narratological limits did Verne encounter or set for himself in his own writing? It seems obvious that a fundamental limit-and one which defines him as the first important author of hard SF in Western literature-was his uncompromising demand for scientific versimilitude. Despite Verne's "sci-fi" reputation in some quarters (in America, especially), he was actually quite modest in his extrapolations and insisted that his narratives always remain grounded in real science. There are no warp drives, bug-eyed aliens, ray guns, or star cruisers in Verne's fiction; one finds neither magic nor supernatural fantasy therein. Semiotically, Verne's narratives do not proliferate "absent paradigms," 17 and they produce no "estrangement effects" that are not immediately rationalized and recuperated. 19 As I have argued elsewhere, Verne was less a writer of "science fiction" (in the sense that the term is understood today) than he was a writer of "scientific fiction." 19. For example, the role of science in Verne's narratives is very different from most science fiction. The latter uses science or pseudo-science for purely fictional purposes, most often to act as a catalyst for plot progression and special effects. In contrast, the science in Verne's texts serves (as per Hetzel's mandate) didactic purposes, most often as the means whereby the estranging novums in Verne's plots are explained and "de-alienated" for the reader. "The creations of Mr. Wells, on the other hand, belong unreservedly to an age and degree of scientific knowledge far removed from the present, though I will not say entirely beyond the limits of the possible. Not only does he evolve his constructions entirely from the realm of the imagination, but he also evolves the materials of which he builds them. See, for example, his story 'The First Men in the Moon.' You will remember that here he introduces an entirely new anti-gravitational substance, to whose mode of preparation or actual chemical composition we are not given the slightest clue, nor does a reference to our present scientific knowledge enable us for a moment to predict a method by which such a result might be achieved.
[ 
